To handle physical, mental or existential pain, man resorts to medicine, psychology, religion, philosophy . . . This issue has also been discussed by writers and painters of all epochs. Artists have the advantage though -using the language of art, they can reach the truth about human life which cannot be accessed in a different way.
Introduction
The British philosopher Bertrand Russell once came to the following conclusion: "people suffer so terribly that as many of them as it is possible should be killed to reduce the weight of the suffering to the maximum" (Kołakowski 205) . Indeed, if one accepted these provocative words as a solution, sufferingthe eternal problem of human beings -would be solved in a radical way. There is a problem though -all would have to be killed. However, for some reasons people do not do that and we know or feel why it happens. Life wants to live, it is certain. But to live means also to suffer.
Human beings have always been trying to handle this most painful aspect of existence called suffering. One of the greatest pessimists among philosophers, Arthur Schopenhauer, does not offer any illusions:
Constant efforts aiming at eliminating suffering give nothing but just an alteration of its shape. Originally it is lack, poverty, concern about keeping one's life. If someone managed to remove this type of pain, which is very difficult, then automatically the pain would come back in thousands of different forms, depending on age and circumstances: as sexual drive, passionate love, jealousy, envy, hatred, fear, ambition, greed, disease etc., etc. If it cannot appear in any of these shapes, eventually it comes wearing a sad, grey outfit of surfeit and boredom." (Schopenhauer 479) Asking about the meaning of suffering, similarly to the suffering itself, is a part of our nature, makes our species unique, even though we would probably prefer to avoid this type of uniqueness. Even if Schopenhauer convinced us, we would not stop asking: Does suffering make sense? Can suffering be understood? Is it possible to understand the suffering of another human? Is it possible to help a person who suffers? If suffering is inevitable, what attitude should we have towards it? Rebellion? Resignation? Acceptance?
We look for the answer in religion, science, psychology, philosophy. Also art originates from suffering. Some people rightly claim that art lets us see such aspects of life which usually remain unnoticed. It gives us a chance to obtain knowledge about human beings and the world, which would never be possible to reach in a different way. Art has its own unique language as well, the most capacious language in the world (Łotman) . There is a reason for art existing since the moment human beings appeared, even though it does not seem to be indispensable for man to survive, which is the case with food or shelter.
It could be said that the act of art is not finished at the point when an artist puts away a pen or a paintbrush. Literature or paintings, created in a particular epoch, are somehow intentionally addressed to a certain group of people, and usually these works live longer than the historical contexts which released them. Especially when those works relate to universal problems. They function in anthologies of texts, albums or on museum walls, existing in totally new contexts, getting into new interactions, being looked at or read by new recipients. In every such act of reception the work is to some extent co-created by the recipient. However, a painting or a poem tells the recipient only the things which he/she is able to hear because the recipient exists in a particular reality, has a particular inner context, has particular competences, particular experiences.
Let us try to take a look at the question of suffering through the prism of art, through the prism of a few works of literature and painting which interact with each other sometimes more and sometimes less intentionally. It will be only one of the possible perspectives on this issue, resulting from the proposed set of texts. To create a contextual set of works, that is to locate them in a particular context, it means to simultaneously co-decide about the way of their understanding, about the meanings which will be created as a consequence of this combination.
The Old Masters
When the sixteenth century Dutch painter Pieter Bruegel the Elder was painting his famous Landscape with the Fall of Icarus, he was obviously referring to Metamorphoses by Ovid. Ovid, as we know, set himself a goal to show changes in the world in a chronological order. He created a literary version of ancient mythology, giving stories about the beginnings and the history of the world, among them a myth about Daedalus and Icarus, a specific character. Metamorphoses left a great mark on the whole European culture. What is more, the one referring to Bruegel's painting and also indirectly to Ovid was Wystan Hugh Auden while writing a poem "Musée des Beaux Arts" in 1938. The poet appreciated unusual skills of "The Old Masters" who were trying to present the essence of suffering, and as an example of a perfect work relating to this topic, he pointed to the aforementioned Landscape with the Fall of Icarus.
All these works evidently merge together, which means that the artists were intentionally making use of the myth about Daedalus and Icarus in a variety of ways. In this context, however, there is one more work which seems to be worth mentioning, and it interacts with the aforementioned works even more intensively. Its author does not refer to Greek mythology, but also relates to the phenomenon of suffering. To reach his goal the Polish poet Zbigniew Herbert, who is the subject of current discussion, in his short prose The Passion of Our Lord Painted by an Anonymous Hand from the Circle of Rhenish Masters similarly to Auden reaches out to painting. He analyses a technique of "The Old Master" who depicts Christ's sacrifice, but constructs his text in such a way as to provoke the recipient to reflect on it much more profoundly. Besides the issue of suffering, he is also interested in an artist as someone who tries to express the secrets of human existence, as a recipient who stands in front of a painting and looks at suffering. In other words, Herbert asks about the morality of art, and to be more precise, he asks about the morality of its creation process and the morality of its understanding (Łukasiewicz 61).
Auden and Bruegel
The inspiration and the departure point for the considerations taken up in this paper is the thesis formulated by Auden in the introduction of the poem "Musée des Beaux Arts". The poet claims: "About suffering they were never wrong, / the old Masters: how well they understood / its human position . . ." Firstly, let us make it clear that by saying "The Old Masters" Auden means great painters of the past. According to the Oxford English Dictionary old master is "a pre-eminent artist of the period before the modern; a pre-eminent western European painter of the 13 th to 18 th centuries". The poet formulates a thought of a general character -"The Old Masters" found a way to depict human suffering by means of painters' expression techniques. To see how Auden justifies his thesis, one can refer to the whole composition:
Musée des Beaux Arts About suffering they were never wrong, The old Masters: how well they understood Its human position: how it takes place While someone else is eating or opening a window or just walking dully along; How, when the aged are reverently, passionately waiting For the miraculous birth, there always must be Children who did not specially want it to happen, skating On a pond at the edge of the wood: They never forgot That even the dreadful martyrdom must run its course Anyhow in a corner, some untidy spot Where the dogs go on with their doggy life and the torturer's horse Scratches its innocent behind on a tree. In Breughel's Icarus, for instance: how everything turns away Quite leisurely from the disaster; the ploughman may Have heard the splash, the forsaken cry, But for him it was not an important failure; the sun shone As it had to on the white legs disappearing into the green Water, and the expensive delicate ship that must have seen Something amazing, a boy falling out of the sky, Had somewhere to get to and sailed calmly on.
What is puzzling from the very beginning is the title of the poem: Musée des Beaux Arts, that is a museum of fine arts. Museum, a place where various works of art are collected, scientifically analysed and displayed for public viewing. Paintings can be exhibited in many different ways -in a chronological, biographical, geographical, thematic set etc. In Auden's poem we can certainly identify one work because the poet makes reference to a particular name of "The Old Master" and an abbreviated version of the title: Icarus. There are two paintings by Pieter Bruegel the Elder which are traditionally considered to take up this mythological topic: The Fall of Icarus, which is located in Museum David and Alice van Buuren and Landscape with the Fall of Icarus which can be seen in Royal Museums of Fine Arts of Belgium. 1 At first glance the paintings are alike, but there is one fundamental difference: in the latter one there is no figure of Daedalus who, lying on the ground, turns back and with despair observes the tragedy of his son. We know which painting Auden refers to mostly due to the title of the poem, because in the text itself there is no word about Daedalus.
Pieter Bruegel the Elder, Landscape with the Fall of Icarus, oil on canvas, 73.5 cm × 112 cm, Royal Museums of Fine Arts of Belgium in Brussels (probably copy by an unknown artist of Bruegel's original, perhaps painted in the 1560s).
Auden went to Musée des Beaux Arts in Brussels in 1938 and looked at many works by "The Old Masters", especially the Dutch ones. In the discussed poem, Auden relates to at least two more paintings by Bruegel: The Massacre of the Innocents and The Census at Bethlehem. The paradox is that such strange combinations, that is the fall of Icarus and miraculous birth next to the pictures of martyrdom can appear only in a museum: "paintings put together not because they successively tell anything like a coherent story but because they all come from the same hand" (Heffernan 138) . One can imagine that a poet is standing right now in front of a red museum wall and seeing Bruegels' paintings hanging on the wall, he or she admits with appreciation: yes, about suffering they were never wrong, the old masters . . .
Pieter Bruegel the Elder, Massacre of the Innocents, (copy) 4 th quarter of the sixteenth century, 116 cm × 160 cm, Kunsthistorisches Museum in Vienna.
The scenes depicted in the works discussed by Auden -the death of a drowning boy, children murdered with cruelty, Mary feeling cold in a crowd of indifferent people -they make us feel that the neutral title of the poem, "Musée des Beaux Arts", sounds a little bit surprising, maybe even provocative and ironic. It is easy to talk about the beauty of a work of art, but it is difficult to see beauty in a drastic death of a child. Aesthetics faces the morality. The juxtaposition of the paintings described by Auden can certainly inspire one to come to general conclusions about painting or suffering, but the poet does not let us forget either: this is only a museum, this is not a real life. Art is artificial. What we see are only visual representations of suffering. Suffering seen through scenes which paradoxically have never taken place in the real world, and if they did happen -they must have looked in a totally different way. Icarus was drowning, but only in an ancient myth. If it is true that Mary came to the census with Joseph, and Herod's army did perform the massacre of the innocents, then neither the first situation nor the other one could have happened in a typical, snow-covered Flemish village. Does it mean then that Bruegel lies? No, this is certainly not what Auden wants to say. On the contrary, the phenomenon of art is, among others, about the artists reaching sometimes the deepest truth about the human being by means of made-up worlds. What is more, sometimes this is the only possible way. Then, the ones who reach the truth are "The Old Masters" of painting. Also, the one who reaches this truth is "The Old Master" Auden. His poem could actually be titled "About Suffering" . . . (Caws 327) .
Pieter Bruegel the Elder, The Census at Bethlehem (also known as The Numbering at Bethlehem), 1566, oil on panel, 116 cm × 164.5 cm, Royal Museums of Fine Arts of Belgium in Brussels.
What is then the key to the genius of "The Old Masters of Painting" that "The Old Master of the Word" writes about? They very well understood the position of suffering in human life. The incidents of real life are exactly like the ones from the painting The Census at Bethlehem -a miracle happens, and no one notices it. Someone is opening the window, someone is eating, someone is just walking dully along, someone is skating and playing on a frozen pond, someone is preparing to slaughter a hog . . . Also, it is exactly like from the painting The Massacre of the Innocents, a terrible crime does not take place in a great field of glory but in an ordinary village, at the backyard. But, as the poet says, "even the dreadful martydom must run its course anyhow in a corner . . ." Nature is indifferent to human life and is absolutely innocent: torturer's horse scratches its behind on a tree, the dogs go on with their doggy life. The real life is also exactly like in the other painting by Bruegel -The Procession to Calvary. One has to take a really close look to notice a figure among a crowd of ordinary people. People busy with their own matters or just looking for cheap emotions. It is the figure that is falling down somewhere under the cross.
Pieter Bruegel the Elder, The Procession to Calvary, 1564, 124 cm × 170 cm, oil on panel, Kunsthistorisches Museum in Vienna.
Auden's strategy is clear and sophisticated, actually consistent with the rules of rhetorical art. The poet begins with a totally neutral name of a museum in the title of the poem. Such institution is, for example, visited by a person looking for some contact with art, or somebody who is aesthetically shaped or just curious. It can also be someone vain, who thinks that going to museum is in good taste, it gives evidence that one belongs to an elite. Sometimes we go to museum when we are forced, when somebody, for example a teacher, tells us to go there due to educational purposes.
Right after the title, the poet formulates a thesis about "The Old Masters" who paint suffering, and then gradually presents arguments and explains what their artistic craft is all about and simultaneously explains the nature of human suffering. Regardless of the motivation of someone visiting a museum, Auden uses a technique of "The Old Masters" aimed at this visitor. Reading a poem, we "watch" particular pictures, but the poet is the one who decides what we "see". Auden composes the plot, constructs a coherent vision like a painter, points to details, tells the recipient to look at the various ordinary activities of ordinary citizens engaged in their private matters, thanks to which the indifference of people and the indifference of nature towards human suffering become clear. The poet does not confine himself to the description of one work, but reaches out to components from the whole collection of paintings so that his existential generalization sounds plausible. Just at the end of his deliberations, Auden focuses on a single case of a particular person, known very well from the ancient myth. It is a visual exemplification of the "study". We can see this scene very clearly. The poet performs a brilliant ecphrasis of one of the most famous works by Bruegel. The viewer becomes an unintended witness of not some kind of abstract tragedy but a very particular tragedy, regardless of the reason why he happened to come to this poetic museum.
The key to Auden's genius is that a reader of the poem and a viewer of the work "painted" by the artist is in exactly the same situation as the witnesses of the events in Bruegel's painting. Like the ploughman, who "may have heard the splash and the forsaken cry, but for him it was not an important failure". Is Icarus's drama for those who look at the paintings of "The Old Masters" or those who read Auden's poem a "not important failure" as well? Does art have any kind of power of persuasion? And in a real life? Does the suffering of another man mean also nothing?
Let's leave these questions unanswered for now. We need to stop at Landscape with the Fall of Icarus for a short moment. As we mentioned, the work relates to Metamorphoses by Ovid. This is where ploughman, angler and shepherd come from to enter Bruegel's painting. In the 8 th book of the poem we encounter the following scene: "Some angler catching fish with a quivering rod, or a shepherd leaning on his crook, or a ploughman resting on the handles of his plough, saw them, perhaps, and stood there amazed, believing them to be gods able to travel the sky." It is funny that but for the title of the painting, the majority of people would have problems to explain what the artist really depicted. How could we recognize who the legs coming out of the water belong to? "Could we do so without any sign of Daedalus in the picture to guide us, with a setting sun scarcely high enough to melt the wax of high-flying wings, and with flagrantly non-Ovidian ship to lead us off the scent?" (Heffernan 148).
As we see, Bruegel does not paint a simple illustration of Ovid's poem, and he does it intentionally. He interprets the work like painters do, or rather we should call it a reinterpretation of the mythological story. Adam Dziadek rightly claims that the Dutch artist, creating his work "fundamentally changed the paradigm of myth literature" (Dziadek 118), which means he changed the reception of the story about Daedalus and Icarus. He put emphasis on the existential reflection, on the issue of suffering and the indifference towards the death of another person.
The one who also follows this idea is Auden, who expands Bruegel's "narration" and makes it complete. Eventually, he does not give us any illusions: while suffering, man is always lonely, and in reality it is impossible to understand the suffering of another person. Sometimes it is even difficult to notice it. In consequence, one cannot sympathize with somebody who suffers. Unfortunately, human life is subjected to different laws. What we can only do is to be aware of the state of affairs.
What is even worse is that the tragedy of our existence takes place against the backdrop of a beautiful but also morally indifferent nature, which since forever has been functioning in the constant rhythm: "the sun shone as it had to on the white legs disappearing into the green water . . ." (Auden) . Between the sun on the horizon and the recipient a real tragedy takes place. One could say: between one indifference and the other one. It is hard to blame the sun, though. What is more terrifying is the human indifference. Or the "expensive delicate ship" which broke the fundamental law of the sea (Heffernan 148; Riffaterre 8). The ship "must have seen something amazing" but despite that, so indifferent it sailed somewhere further, "had somewhere go get to . . ." (Auden) . But could it have happened in a different way? The poet knows that this is exactly what the world order is like. And he talks about it in a restrained way, factually, without emotions, which even intensifies the expressiveness of his work.
Between one man and another man there is a precipice which lonely Icarus falls down into. In Ovid's work the one who heard his scream was at least his father. Daedalus in despair cursed his art, found and buried the body of his poor son. Bruegel mercilessly magnifies the intensity of human tragedy, the father is not there, no one will cry at his grave. "The ploughman may have heard the splash, the forsaken cry, but for him it was not an important failure . . ." (Auden) Auden, describing the ship as "expensive" and "delicate", and before that describing the horse as "innocent", exposes his attitude. He gives the recipient a clear sign -I am aware of the fact that it should be different. But the poet is not naive. The sun needs to rise and set, the ship needs to sail -regardless of "miraculous birth", regardless of "something amazing", but also regardless of disaster, despair, regardless of dreadful martyrdom, regardless of death. "No plough stops because a man dies" the folk proverb says, well-known in Bruegel's times 2 . However, we should not forget that both the painter and the poet were the ones who noticed Icarus's tragedy and the ones who talk about it in a very suggestive way. Maybe art does make sense then. Especially when all else fails. The questions still remain open.
Herbert and "Anonymous from the Circle of Rhenish Masters"
Looking for the answers, let us try to approach the problem from another perspective. Let another poet take part in this discussion. The poet who deals with similar issues and, similarly to Auden, makes use of the word -painting relation in a skillful way. I mean Zbigniew Herbert and the poetic prose mentioned in the introduction titled The Passion of our Lord Painted by an Anonymous Hand from the Circle of Rhenish Masters. Almost all of the previously discussed works by Pieter Bruegel (Landscape, Census at Bethlehem, The Procession to Calvary) had one characteristic in common, which Auden noticed in his poem. He noticed that the most important individuals (Icarus, Mary, Jesus) were never exposed in those paintings but were always somehow hidden among the hustle and bustle of everyday life. In this context Zbigniew Herbert's proposition looks very interesting. And very tricky. Firstly, let us consider the text:
The Passion of our Lord Painted by an Anonymous Hand from the Circle of Rhenish Masters
They have coarse features, their hands are deft and accustomed to a hammer and nails, to wood and irons. Just now they are nailing to the cross Jesus Christ Our Lord. There's lots to be done, they must hurry to get things ready by noon.
Knights on horseback -they are the props of this drama. Impassive faces. Long lances imitate trees without branches on this hillock without trees.
As we said, the fine craftsmen are nailing Our Lord to the cross. Ropes, nails and a stone for sharpening the tool, are ranged neatly on the sand. There's a hum of activity, but without undue excitement.
The sand is warm, each grain painstakingly depicted. Here and there a tuft of stiffly erect grass and a marguerite innocently white cheering the eye. (Czerniawski 121; translated by Adam Czerniawski) Herbert describes a painting by an anonymous master, probably created in the 15 th century in Northern Europe. The anonymity of the author results from the medieval tradition -an artist as a tool of God. This custom was something very natural at that time and because of this anonymity, we currently witness so many endless discussions on the attribution of origin as far as works of art are concerned. In those days also, an artist was actually not perceived as somebody very different from a craftsman yetpainters worked in guilds. The title of master and a right to open one's own guild was given after a few years of the student's practice. Nowadays, art historians very often call these anonymous authors using a word "master", which is due to the fact that their identity is impossible to establish.
''The Circle of Rhenish Masters" from Herbert's poem is just one of the painters' groups expanding on German lands where art in the 15 th and the 16 th century was flourishing (the so called Sondergotik). The dominating topic was religion, and the works were characterised by an unusual precision as far as the details' depiction was concerned -shape, colour, texture etc. This precision was a fundamental rule of the craft, a sign of competence and solidity of the maker (Rzepińska) .
Herbert then, being as detail-focused and precise as "The Old Master", painstakingly describes the picture of the Rhenish Master. We are not even sure if the presented work actually exists. It does not matter, though. What draws one´s attention is the fact that in the description (not in the painting!) the most important part is missing -"Jesus Christ Our Lord" being nailed to the cross. In his own way, the poet acts similarly to Bruegel who actually did depict this part but almost completely hid it by covering it with other elements of the show. What then can we see for sure in Herbert's poem?
The poem was divided into four sections and in each of them the work of the Rhenish Master is presented in a slightly different way. We can clearly "hear" at least two kinds of voices. In the first and the third paragraph the narrator speaks about a professional job of "the fine craftsmen" who nail Jesus. In the second and the fourth paragraph the narrator speaks about a professional job of an anonymous painter. The first narrator is like somebody who comes from the times when the painting was created. Deducing from the style of his speech, it is somebody simple and naive (". . . they are nailing to the cross Jesus Christ Our Lord"). It is somebody who understands that the craftsmen from the painting work hard but precisely, they know their profession. Their professionalism evokes acclaim ("There's a hum of activity, but without undue excitement"). The viewer is probably a craftsman himself. He knows these tools; he knows well how to use them. Obviously he probably does not nail people to a cross on an everyday basis, but he definitely understands what hard physical work is. This work requires a specific precision, no matter how difficult conditions and pressure are. He also knows what the effectiveness of this work depends on.
The narrator from the second and the fourth paragraph, however, is somebody more modern. He looks at the painting as carefully as the previous medieval craftsman does, but he sees something totally different. Most of all, he sees a work of art painted in a professional way. In his description he uses a totally different language ("Long lances imitate trees without branches on this hillock without trees"). He notices typical characteristics of Late Gothic art from Northern Europe (". . . each grain painstakingly depicted"). In Herbert's text then, we have two perspectives on time-related reception of the work and two different points of view. When we take a closer look at the particular paragraphs though, just like a person who thoroughly examines every detail of a painting, we will notice that there are even four faces of the narrator. The "old" narrator from the first paragraph says: a lot of things to do, not much time, let's get to work! The "old" narrator from the third paragraph says, though: they are professionals, they know their craft, they will handle it. The "modern" narrator from the second paragraph, however, is somebody who is an expert on art, a person who carries out an emotionless, professional iconographic analysis of the work. Finally, the "modern" narrator from the last paragraph does not act like a critic. A good example is the moment when he is so surprised by the precision of the artist who even reconstructs the individual grains of sand. And he says with irony ("a tuft of stiffly erect grass"; "a marguerite innocently white").
Herbert's tricky idea to look at the painting which might not exist, and examining it from a few perspectives and time frames provokes us to ask many questions. One of the commentators of that piece of writing, Jacek Łukasiewicz, formulated a whole list of questions: "How to look at a painting, how to translate it to verbal description? Whose point of view to take? A modern, ordinary viewer, an art historian, or that painting artist or a viewer from that distant epoch? And if it is going to be the viewer from the distant epoch -which one, then? A simple man who looks at a painting in a church or a well-educated, knowing his profession connoisseur? The one who prays in front of the sacred canvas, or the one who only looks at it? And nowadays what can a painting tell us about the then philosophy of life and what that philosophy of life, which we reconstruct based on different sources, will tell us about this painting?" (Łukasiewicz 61) Most of all, we need to underline that a painting can tell us only things which it can tell us in a particular situation of reception, a particular external context (e.g. other paintings, other writings, knowledge about an epoch, etc.) and also in a particular internal, more personal context (experiences, competences or books a recipient read, etc.). When we look at the painting for the second time and after some timeeverything is different. Certainly, however, one can never look at it from the perspective of a simple, medieval man if one is not a simple, medieval man. One cannot look at the painting from the perspective of a religious person if one is an atheist. One cannot also look at the painting from the perspective of connoisseur, being a layman on art. What we can do, however, is to conduct some kind of intellectual and aesthetic experiment. In other words, we can do what Zbigniew Herbert proposed in his prose, that is to take a look at the art work from the perspective of different people. Or, we can just try to formulate conclusions based on our own interpretation of his text. Literature and art in general context, "as we said" (Herbert) , gives us made-up worlds from which we can try to reach the truth.
What is more, beyond everything what has been said, it seems appropriate to underline that when one looks at the painting by an anonymous artist "from the Circle of Rhenish Masters", even when one takes a really close look at it, one still does not see, as it is the case with Bruegel's works, the most essential element: the suffering of another man (and simultaneously the suffering of God). All in all, crucified Jesus must have been placed in a central part of this painting! He is not seen by a medieval craftsman, he is not seen by an art historian, he is not seen by a modern man, even though everyone notices the smallest details. We are also the ones who do not see. Herbert, similarly to Auden, tells us to realise this fact, using ecphrasis to achieve his aim. For some reason we look at the work through the prism of aesthetics, not noticing the ethics, through the prism of the profanum, not noticing the sacrum, through the prism of the physical world, not noticing the metaphysical sphere, through the prism of pragmatism, not noticing the aspect of idealism.
Between a reader of Herbert's poem, who is designed to be a viewer of the work by Master Anonym, and a scene depicted in the picture a similar interaction takes place as in the case of Landscape with the Fall of Icarus by Bruegel. One dimension is the background, "the props": "long lances imitate trees without branches on this hillock without trees" (in Bruegel's vision, as we remember, there was the setting sun). The second dimension is a reader who "stands in front of the painting". In the space between these two dimensions a real tragedy takes place. The tragedy of suffering, human hardship, injustice. In the space between one indifference and the other one. What a paradox: we can clearly see the foreground of the painting (grains of sand, marguerite), we can clearly see the background (knights' lances), in the centre we can even see the torturers, but we cannot see the main element of the whole situation -a suffering victim. The victim, as always, suffering in loneliness. ''My God, my God, why have you forsaken me". . .
Conclusion
Man can see in the picture only the things which he or she can see. Man can understand only the things which he or she can understand. The problem is not suffering, because it is an inseparable component of human nature, and this state of affairs cannot be changed. The problem is a human being who looks at something, but does not see it. And even if that human being sees it, he or she does not understand it. Both in art and in a real life.
Sometimes artists manage to reach the core. This is why, as Jurij Łotman claims, "a man busy with producing, fighting for keeping his or her life, almost always deprived of the most basic things, constantly finds time for an artistic activity, which he or she needs so much" (5). General and universal explorations made by artists of various epochs -painters such as Bruegel, or writers such as Auden or Herbert -are not in contradiction with those of more narrowed nature. All in all, the language of art, as mentioned above, is the most capacious language in the world, and sense always depends on context. If we look at the aforementioned works through the prism of history, in which particular artists lived, these works will gain more different meanings. Bruegel, painting The Massacre of the Innocents or The Procession to Calvary, tried to say something about a "dreadful martyrdom" of the then inhabitants of the Low Countries in times of Spanish "torturers" occupation. Let us underline the fact that Auden wrote his poem on suffering and indifference right before the outbreak of World War II, when so many people were too blind
